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ABSTRACT
This thesis is an exploration of the Michael Chekhov technique as it was applied to the
role of Macbeth, as well as the Fight Direction of the play. This production of Macbeth ran from
February 1, 2019 to February 10, 2019 at the Global Campus Theatre at the University of
Arkansas in downtown Fayetteville; this thesis includes documentation of the show.
Additionally, this thesis includes documentation on my self-created one-person show, Forte and
Foible, my headshot and resume, and link to my website.
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STATEMENT OF ARTISTRY
“I must have flowers, always and always.”
-Claude Monet1
Perhaps it is my contrarian manner, as many would say is an integral part of who I am,
but allow me to begin this statement with what may be an unpopular opinion: the artist has no
responsibility to do anything. They do not inherently shoulder the burden to bring the world
closer. They have no objective obligation to heal their fellow human being. They are not
divinely determined to demand or spark change on any scale, whatsoever. Why do I make this
statement? I believe it is because I worry about the absolutism that many artists live by. I do not
believe that one can impose their ideas of what another human being’s responsibilities are meant
to be in a way that de facto binds them to some ethereal means of purpose. When we talk about
artists having to serve in these manners, I truly believe we are limiting their creative potential at
best, and at worst, asking them to fulfill the role of the “suffering artist,” who feels the need to
live a real painful existence in order to share their story and save the human soul. This may
sound hyperbolic, but I know these artists. I bet you do, too.
This is not to say that the artist can’t bring the world closer, or doesn’t heal humans, or
shouldn’t use their skills to spark change. It is to say that the need or urge to do so must come
from within the artist themselves. As an autonomous creature the artist must choose when and
what their art can serve, in order to deem it worth their while. And yet, it is not enough to love
our artform and then to simply do it. As the Persian poet Rumi said, “Let the beauty of what you
love be what you do2.” We must identify what we determine to be beautiful in the work we are
capable of creating and let that be the driving factor. This allows us to be in charge of defining
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“beauty” for ourselves and gives us the ability to allow that definition to be as malleable and
adaptable as the human being itself. In other words, it unbinds us from exterior limitations and
allows us a freedom to connect to what Michael Chekhov called our “Higher Artistic Being3.”
Go with me on this one: is there enough love in my life to make tomorrow worth living?
I ask myself this question often, not because I’m sad or depressed, but because it is the only
question that I have found that escapes existential crisis when it comes to life on this planet. My
greater point here isn’t necessarily about existentialism, but more about the question: how can I,
as not just an artist, but as a person, create enough love in my life to satiate it? This is where my
art comes into play. Other than my family, acting, and all its components, is the only medium
that I have found as an outlet to create the amount of love that keeps me going. I choose to use
my talents and knowledge as an artist to build up my fellow artists, to support their work, to
build relationships between myself and them, or between each other. For example, as a fight
director I use instruments that historically brought death, fear, and suffering, to help people
cultivate story, trust, and love between castmates. When an audience pours into a theatre we
then get the opportunity and pleasure to share both what they see on the surface but also the trust
and love underneath our creations. It is not a responsibility, though it is often an honor.
We often bow at the end of a performance in order to accept the congratulations that an
audience deems us worthy of. This type of “thank you” is the rhetorical answer to a sea of claps
thanking us. Sometimes our bow goes a step further and is a self-indulgence in how well we
think we perform. What happens when our bow becomes a genuine “thank you” to an audience
who took their evening to explore with us? To grow? To learn? To question? To change?
How does this affect the love that can be created?
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I will leave it up to the individual artist to decide the answer to that kind of question. For
me, the opportunity to generate a love that has sustainability is much greater when it is being
received from and radiated back to the audience. If you’re wondering who starts this transaction
I think you are asking the wrong question. And I have somewhat touched on the “why” for
myself. When? When do we begin? Not surprisingly the answer is now. In a talkback
following a production of Dominique Morisseau’s Pipeline at the Indiana Repertory Theatre,
director Raelle Myrick-Hodges made the statement that “we forget it’s incredibly easy to love,”
that we just have to choose to. Now, the choosing may be the difficult component, but I think if
we can find the beauty in it, the choice becomes much easier to make. We must all find the
flowers in our art.
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MACBETH PROGRAM AND PHOTOS

Program for Macbeth, courtesy of University of Arkansas Department of Theatre. Pages 18 and
1.
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Program for Macbeth, courtesy of University of Arkansas Department of Theatre. Pages 17 and
2.
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Program for Macbeth, courtesy of University of Arkansas Department of Theatre. Pages 16 and
3.
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Program for Macbeth, courtesy of University of Arkansas Department of Theatre. Pages 15 and
4.
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Program for Macbeth, courtesy of University of Arkansas Department of Theatre. Pages 14 and
5.
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Program for Macbeth, courtesy of University of Arkansas Department of Theatre. Pages 13 and
6.
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Program for Macbeth, courtesy of University of Arkansas Department of Theatre. Pages 12 and
7.
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Program for Macbeth, courtesy of University of Arkansas Department of Theatre. Pages 11 and
8.
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Program for Macbeth, courtesy of University of Arkansas Department of Theatre. Pages 10 and
9.
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Scott Russell as Macbeth and Justin Mackey as Macduff in the University of Arkansas
production of Macbeth. February 2019. Photo Courtesy of the University of Arkansas
Department of Theatre.
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Scott Russell as Macbeth and NaTosha Devon as Lady Macbeth in the University of Arkansas
production of Macbeth. February 2019. Photo Courtesy of the University of Arkansas
Department of Theatre.
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Michael Chekhov as applied to the Character and Fight Direction of Macbeth
In the winter of 2018, I was awarded a travel grant through the graduate school to attend
the National Michael Chekhov Association’s Teacher Candidate Training program held at the
University of Florida in Gainesville. I had long sought after a means to understand that
intangible part of acting that almost escapes explanation. It lives in the realm of energy and can’t
be described without touching on what is often considered to be “woo-woo.” And yet, it is what
I have always tapped into quickly when taking direction before going home to intellectualize
what I did and solidify it by conventional means of acting homework.
The program was led by Lisa Dalton, a master teacher in Michael Chekhov’s technique
and founder of the association, as well as a multi-award-winning documentarian, professional
actor, stuntwoman, retired police officer, and certification holder in many other fields. She was
assisted by master teacher Wil Kilroy, who also serves as the Department Head at New Mexico
State University. The program consisted of learning about the history of Michael Chekhov’s
technique and other acting techniques as they evolved beginning from the Moscow Art Theatre,
Chekhov’s Psycho-Physical exercises, an approach to emotional life, characterization, gesture
and composition, audition/interview techniques, synthesis of the Stanislavsky System of
Analysis and Michael Chekhov’s personal ideas of analysis, an application of the analysis
technique towards directing, and a day dedicated to teaching an aspect of the Chekhov technique
to the other teacher candidates and master teachers.
As soon as the program concluded and I began the drive back from Florida, my wife
(who had also participated) and I could not stop talking about the need of this technique as an
alternative to the inside-out methods that seem to dominate actor training in the US. My
conservatory training in Chicago was heavily Meisner-influenced, and my training at the
15

University of Arkansas did not include much movement beyond Viewpoints. Although we did
have a semester-long introduction into Michael Chekhov’s technique, it included a single day’s
worth of instruction that I had received at the NMCA workshop, spread out over sixteen weeks,
without any explanation of the “why” we were doing it. This is not a criticism of the instructor;
she was simply introduced to the technique at a much slower pace than the NMCA introduced it
to me. In fact, her teacher training comes through the Great Lakes Michael Chekhov
Consortium, an organization, according to a conversating with Lisa Dalton, that was founded
after members of the Michael Chekhov Association, or MICHA, realized that a need for a
structured pedagogy existed. Those founders were former students of Lisa. She had already
been sculpting her own pedagogy of the work for some time, but in a different area of the
country. Now, this is not to say that, as I write this thesis, I have this technique figured out; I do
not. However, going back to that long drive in the car I immediately knew that my week in the
workshop had given me the vocabulary to talk about the energy we create on stage or in the
rehearsal room in a way that I had never been able to before; and it begged the question in me,
“can I use this technique to create a successful character as Macbeth, and even use it in the
creation of the fight choreography and fight direction?”, a task that I had additionally taken on
top of the titular role. And as we started the process, I had every intention of using other training
techniques to help me fill in the holes that I was sure would surface (having only completed the
workshop a week before rehearsals for Macbeth began). As rehearsal continued, however, I
found myself determined to use nothing but this new technique, and indeed, that is what I did.
How? What did I do? How does it work? I’m not sure if I can answer that last question
in completion just yet, but I do know that the belief at the NMCA is that once you light up one
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aspect of inspiration, it allows all others to begin to happen effortlessly. We work from the chart
below:

FIGURE 1. NMCA Chart of Inspired Action. The Chart of Inspired Actions is an NMCA
adaptation based on The Chart of Inspired Acting drawn by Michael Chekhov for Mala
Powers during personal coaching. The original Chart is in On The Technique of Acting, Page
xviii. That chart was further enhanced by Mala Powers and Lisa Dalton as co-Founders of the
National Michael Chekhov Association to add other techniques later added by Chekhov, as
well as Mala and Lisa. This Chart of Inspired Actions is maintained by Lisa Dalton and
Charlie Bowles with permission from Mala Powers as Executrix of the Estate of Michael
Chekhov.3
While there is much to unpack if I were to go through the entire chart of inspiration, the real
question is: when the chart is a circle, where does one begin? The answer to that is anywhere
you choose. Now, ideally, people just learning this technique start at the bottom at the PsychoPhysical Exercises. They can be looked at as a foundation for the body to understand how it
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feels to embody the energy of pure will. There is no thought or feeling motivating this
movement, although the movement itself may spring forth images or emotions; but we are not
trying to be guided by them, or necessarily trying to fall into any presumed or stereotypical ideas
or feelings that a movement may infer. Let us take a moment to look at the archetypal gestures
of pure will.
The basic idea is that every gesture that we as humans have created to communicate can
be distilled down into ten basic gestures (ten is the number the NMCA has agreed upon, with
some organizations having more or less). These gestures are:
1. Push
2. Pull
3. Smash
4. Lift
5. Gather
6. Throw
7. Tear
8. Drag
9. Penetrate
10. Reach
By practicing these physical movements of pure will we began to understand and feel our
energetic relationship to each of them. Once that relationship is established, we can then radiate
that energy out of ourselves. This is where I began.
If you restructure that list of ten archetypal gesture, they essentially become column
headings in a table. Each column can then be looked at with different, more specific gestures
underneath. As a short example:
Push
budge
thrust
poke

Drag Penetrate
Pull Smash Lift Gather Throw Tear
haul
bang
hoist
flock
buck
breach draw
spear
jerk
crush
soar
pile
flip
fray
truck
force
pluck squash raise
stack
stone
split
lug
bore
FIGURE2. A table of Archetypal Gestures and corresponding actions.
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Reach
gain
equal
get to

Each gesture has its own unique energy, and simply by looking at the chart you begin to see how
what we are truly looking at are the same actions we use when actioning our text. The difference
here is we are approaching our understanding of these actions from not just an intellectual place,
but from a place that encourages total mind-body connection.
I began each rehearsal day going through the Five Tibetan Rites, which had been
“Chekhovized” by Lisa Dalton to following the progression of the elements (Earth, Water, Wind,
Light) as a means of warming up the body, invigorating Chi, calming any stress, and promoting a
clarity in thought. I also continued a daily practice of doing my psycho-physical exercises in
order to maintain a connection with the energies they help to create. We had already done the
traditional tablework prior to my attending the workshop. As we moved through the text, I
began to feel recognizable energies that instinctually surfaced. Upon a second reading I would
stand up and perform the archetypal gesture that most closely associated the energies that I had
been feeling, hoping to cultivate a clearer idea of what the action I really wanted to use might be;
to specify it. When a moment didn’t work and the energies felt off, I scrapped the gesture and
picked a new one, often one that was most associated with being the opposite to the one I had
started out with, until I found one that felt that it made sense with what my fellow actors were
giving me. In this way I avoided making purely intellectual choices that I then had to connect to,
but rather maintained a clearer sense of what my “gut” was trying to tell me and sharpening my
listening skills to that instinct. Now for me, this is huge! One of my consistent notes over the
years has been to “get out of my head,” and as an actor who was previously a scientist, that
accessing of my brain’s right hemisphere has been, and still is, a real challenge.
Once actions began to fall into place, my objectives for the scenes became known. If a
castmate changed what they thought was going on, and it was necessary for me, I was easily able
19

to swap out a new gesture to maintain clarity of my objective. Now, once you apply text and
feeling, archetypal gestures immediately become psychological gestures and can no longer be
pure will, so I believe it is important to continue practicing the archetypal gestures of pure will
separately from the rehearsal process.
The other main aspect of the technique that I used constantly was the idea of the Three
Sisters, so baptized by the NMCA because of the script used to demonstrate its effectiveness
during an International Michael Chekhov Association workshop in Sussex, UK in the mid 1990s.
Lisa Dalton had played all three sisters, Masha, Irina, and Olga, and was directed by Jack Colvin,
a student of Michael Chekhov himself.
The Three Sisters is a way to approach the emotional life of a character by utilizing once
again the energies found within movement. The Sisters are: Falling, Floating, and Balancing.
Macbeth was a character who shifted between these three phases of emotional life, sometimes
successfully veiling the emotional life, sometime not. While falling, he veils it in the opening
funeral scene in order to maintain strength for his wife. He attempts to maintain balance
between his heart and head’s desires to become king, only to continue to float once he’s been
crowned, and fall at every sight of Banquo. We know how the end turns out, and in our
production, I chose for Macbeth’s demise to initially be a fall. However, when director Steven
Marzolf mentioned bringing the ghost of Lady Macbeth on stage, holding our deceased infant, I
knew that Macbeth’s decision could no longer be a fall, but a floating up in relief to release the
burdens of what he had done and be with his family again, wherever that may be.
The application of the technique to fight direction was a little trickier. It was not
something that I could play around with too much, as we really only had a few hours with each
fight to craft it. I proceeded by trying to use the language that the technique uses to help assist in
20

directing the actors. As an example, in the play Seyton murders Lady Macduff’s infant child by
suffocation. I worked with trying to tell the story to the audience that the baby had died by both
audibly having him quit singing a lullaby, but also by asking him to “float” his energy upward. I
used a lot of expansion and contraction of energy during the knife fights to try to aid the actors in
understanding the intention behind offense and defense and the tactics that these militaristic
characters would have understood to use. The choreography of the final battle was created on
the basic premise of expansion and contraction, coupled with the Three Sisters, to create a
dynamic topography as well as emotional journey for the Macbeth and Macduff. And finally, we
used psychological gestures to help aid the actor playing Macduff to explore intention and action
behind his lines in the final fight scene.
Although the chart contains much more than these few tools, I thought it more important
to really focus on a few strongly, rather than overwhelm myself with too many tools, each
getting limited attention. In the end I believe that I created a character that worked well for the
story. Although there are places where I know I could have been more grounded had I used
some of the traditional methods of acting I have been taught, I think for restricting myself to this
technique, which for me had just been learned, it was incredibly successful. This is just not my
perception but evidenced by the Director of the BA and MFA acting program telling me, to
paraphrase, that I made the department proud to have me in the program.
The benefit of Michael Chekhov’s technique is that it doesn’t ask the actor to relive
personal trauma, make substitutions that could be psychologically dangerous, or even ask us to
take on the responsibility of actually feeling a character’s emotions. It simply asks that you
make the audience feel. We call upon our imagination and the images that come to it to play us,
and so we fit our authentic selves into those creative images. Of course something may
21

inadvertently act as a trigger of personal trauma, but we are never seeking it out. And because
we are not seeking it out, we can let it go much faster and move on to a new image to play with.
I believe this way of approaching the work is the answer to how to keep the work on stage and
not bring it home with us.

22
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APPENDIX B: Headshot

Photo Courtesy of Artefact Image Co.
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APPENDIX C: Resume

26

APPENDIX D: One Person Show Script, Program, Photos
Forte and Foible by Scott Russell
LQ 1: Preshow

Preshow SQ 1: The Scotsman

LQ 1.5: Light Down

SQ 2: fade The Scotsman

SQ 3: McBane Tavern
LQ 2: O’Bryan entrance
LQ 2.5: Tavern lights
O’Bryan: What does one have to do to get a drink in here? You call this a feckful tavern? And
what do ya think you’re lookin’ at friend. Has anyone here seen McBane? Donald McBane?
Maybe you know him better as the man who likes to go around ruining people’s reputations.
Because I’ve got a bone to pick with the old man.

Man 1: Eh, and what exactly has McBane done to you, Mister....?

O’Bryan: The names O’Bryan. Perhaps you’ve heard of me. I’ve beaten all contenders at the
Bear Garden, except one. Who continues to refuse my challenges, but had no trouble telling
everyone that I’m a bully, who is unskilled in the art, and would easily be rendered a castrated
cock. I’ve never heard of a man as full of lies and tales as he. We men are nothing if not our
reputation, and he’ll pay for dirtying mine.

Man 1: Hey, that’s been months, O’Bryan. McBane is a changed man, and old enough to be
your father. Look, here he comes now. I’m sure everything will work itself out.

McBane: It was due to my mother, to be sure, my friend. I was a wild young man, but could sit
still for anything, except perhaps work. And all the while my mother everyday was lessening my
dish, and so when I could no longer endure, I left my father’s farm and the tobacco spinner’s
laboring, and listed myself in Captain McKenzie’s army. This was back in 1687, and I was but
the wee age twenty-three, just a stupid lad.

Man 2: If only you’d have known how many scars you’d tally up, you might have done best to
mind your mum and stayed in Inverness! Laughter
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McBane: There’s not much funny about war. But you may be right, for now in my old age I do
sometimes believe my refusal to wait on school was a great loss for me, but I suppose had I
never left, I would never have taken part in the last true battle of the Clans, and would never
have been able to tell you what needs to be told, and to all of Scotland’s men.

O’Bryan: Are you now saying you fought in the Mcintosh/Macdonald feud? Is there no limit to
the stories you can forge, old man? I suppose you cleaved everyone in twain even as a young
lad, eh?

McBane: Well, not everyone. Andrew O’Bryan, if I’m not mistaken. And listen, the fact of my
many victories is not necessarily one I’m proud of. He moves to sit. LQ 3: Stool The truth is, the
refusal of Macdonald to hear any reasonable term, and his devout desire to fight had made me
wish I was spinning tobacco. I was scared. And when we marched up the hill and saw he had
twice our number, I was scared again. They came running down the hill with neither shoe, nor
stocking, nor bonnet on their head with a wild shout, charging us with their sword and targe, and
me having never seen the like before, I took my heels and run thirty miles before I look behind
me.
LQ 4: O’Bryan talks
O’Bryan: Sounds like your first fight should have been your last.

Man 1: Let it go, O’Bryan the man’s twice your age.

O’Bryan: Yeah he’s twice my age and three times the liar. And half the man. How he ever
survived to the age of 63 is beyond comprehension. What is it now, old man? Sixteen battles,
fifteen skirmishes, over one-hundred duels?

McBane: The numbers aren’t important. It took to me too long to learn the lesson I should have
learned long ago. As my son would have told you.

O’Bryan: Oh, your son...and tell me, did you tuck tale and run then too?

McBane: I only ran when fear got the best of me. Now that’s a struggle I had early on. But
wisdom comes with age. I’m sorry for the things I said, O’Bryan. Truly. We all must learn to
become better than the men we are.
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O’Bryan: You call yourself a man? Tell me, when did the great McBane’s stones drop and he
become a man?

McBane: Well, if you must know, I would be happy to indulge. As a matter of fact it was a few
years past the Mcintsoh/Macdonald feud. SQ 4: fade McBane Tavern.
SQ 5: McBane Memory Mixdown I was in Regiment, and at the time had little skill to manage
my monies. LQ 5: Movement scene

And so, one of the older soldiers was appointed to manage it for me. And as he saw fit.
Requests for my money always resulted in a blow, and when I could no longer stand it, I was
obliged to handle the problem in the manner that was expected: LQ 5.3: Sword with a sword.
After a friend allowed me to borrow some money of his own, I swiftly attended a sergeant who
privately taught me the art of the small sword. LQ 5.4: Sword Out

“Advance in quart with a half Thrust, and when he Parie’s, turn your Hand tierce way upon the
same side, your Hand well Mounted, Advance along the tierce, and when he Paries, keep close to
his Sword, and turn your Hand quart over the arm, upon the tierce side. The French calls the
above Thrusts, Recart.”

And when I would no longer live as I had done, I found the old gentleman and demanded the
remainder of my pay. His answer was, “You saucy Rogue, if you ask for any more money, I will
beat you back and side! You’ll get your money as I see fit.” I replied, “Sir that will not do!
Either give me the money or give me the gentleman’s satisfaction immediately!”

He followed me to the back of the Garrison, and we drew our swords, I a small sword, he a
broad, and after two turns he beat my sword out of my hands and I took to my heels. Running
after me he quickly overtook me and hit me with the flat side of his blade, making me submit,
taking my friend’s sword, and pawning it for two gallons of ale. My friend was not happy.

And I was tired of running. I went back to my sword master and asked, “How can I defend a
broadsword with a small sword?” And so, he taught me.
LQ 5.5: Pattern
“Keep a low guard and slip from his Blow. Push above his sword when it falls to the ground,
and make a thrust to his sword arm.”

Next day being pay day, I went and demanded it from him, to which he replied with a swift blow
from his sword and scabbard, which I took very ill, and being forced to steal a sword from my
29

commander, and in front of company, I demanded he meet me outside, which he immediately
did.

“You shall not come off so well as you did before, I shall cut a leg or arm from you, you rogue.”

We came to the ground where we had fought before. He removed his coat. I refused, thinking it
may save me from being cut. We drew. And after two or three turns, he making a great stroke, I
slipped him, and thrust him through the body before he could recover. I was resolute, and no
longer afraid. In a rage he swung again, falling forward, and I pushed him in the leg, to which he
willingly gave up his sword, and his control of my money.
SQ 6: McBane 2nd Tavern

LQ 6: Tavern lights

It was my right of passage; the moment I finally became a man. But it was also he moment
when things swung too far in one direction, and little did I know, I became so afraid of fear, I
took any and every fight I could find to beat it down.

O’Bryan: So there it is. The truth finally comes out. You’ve traveled so deep into your own
fear, it’s no wonder you keep refusing my challenges. Take a good look everyone! The great
Donald McBane, who just a few months ago had no shame in dragging my name through the
mud, but is too afraid to get his own arse dragged through it by Andy O’Bryan.

McBane: A man can change in an instant. I’ve become a different man O’Bryan. And I’m
encouraging you to do the same. For all of you to become better men.

O’Bryan: And what kind of man is that? The kind who runs away from his reputation? The
kind who hides his head in the dirt? The kind that abandons his own blood, leaving them to die
in the middle of the field? Or was your son even real? Maybe he’s as made up as you are.

McBane: My son is off limits O’Bryan. The least you can do give an old man that much
respect.

O’Bryan: You don’t deserve my respect. You curse my name and then tuck tale when
confronted about it? I plan to leave a legacy for myself, something for my son to be proud of. If
you did have a son, he should be ashamed to call you his father.
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McBane: I’ve learned a lot over the years O’Bryan. And I’ve tried to put fightin’ behind me.
But there is one thing that has apparently stayed the same; that some men refuse to learn or
change until hard times fall upon ‘em. If you came here looking for a fight, then I accept.
LQ 6.5: Final Battle

SQ 7: McBane Ending

LQ 7: McBane special

Fear. Fear is what kills some of us, what makes the weak fold, the hungry parish, and the
hopeless give in. But on this field, under these trees, fear blows away with the wind. Or it turns
to excitement, to the Scottish blood running through our veins. Keeps our wits sharpened, our
bodies ready to move, and some of our thoughts idle. LQ 8: Son spotlight

Son: Father, couldn’t you do something else less dangerous? Something where if the fear
overtakes you, you won’t end up dead? Or worse? Mother always said there are many things
worse than being food for the worms.

McBane: Go on, boy. Get. This is no place for a young lad. Go on, leave, before you get me
killed. (Waits for the Son to leave. He doesn’t.) I said go on, or your bound to get hurt yourself.

Son: I can’t get hurt, father. I’m already dead. Thirty years now. I remember the fear on your
face that day, looking up at you from your haversack. You stared at me as we rode away. It was
as real and as strong as it is today.

McBane: It’s as real and as strong today because you’re here. But fear is a tool son. I wish we
had had the time for me to teach you that. Fear ground us. Makes our legs like these trees; strong,
unbreakable, rooted in the Earth. O’Bryan there is more like a branch; swaying, pushed and
pulled by what’s around him, sticking out to be struck. A man who is ruled by his fear is no
man at all, and so can have no reputation, and no legacy. LQ 9: McBane lights fade (He evades,
counter-attacks.) The older the tree, the stronger its roots. We men must learn to rule our fears,
for losing that battle, now that’s something worth being afraid of.
LQ 9.5: Main lights fade
LQ 10: Spotlight fades
SQ 8: fade McBane Ending LQ 11: Curtain LQ 12: Transition

31

Program for UARK Solos, courtesy of the University of Arkansas Department of Theatre. Page
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Scott Russell as Donald McBane in Forte and Foible. Photo courtesy of the University of
Arkansas Department of Theatre.
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